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Shakespeare’s The Winter’s Tale (1611) starts with an uneasy
political atmosphere caused by King Leontes’ jealousy of his wife.
Eventually, however, the internal and external crises besetting Sicilia
are resolved by the reformation of Leontes and the repair of a
fractured family, ending with the celebration of two marriages.
Peter Erickson argues that the main theme of The Winter’s Tale is
the restoration of patriarchal society as well as the reunion of the
separated families (148). This is a theme that can also be found in
other late plays by Shakespeare, mostly in relation to the politics and
culture concerning the Royal family in England in the 1610’s, when
these works were written. However, it is important to note that this
play also describes the distortions and limitations of patriarchal socie-
ty. In The Winter’s Tale, three main female characters appear: Queen
Hermione, the wife of King Leontes, their daughter Perdita, and
Paulina, the queen’s maid of honour. These female characters in this
play do not entirely submit themselves to a patriarchal value system in
the play. Therefore, despite what Erickson argues, it is hard to believe
that such characters promote “the restoration of patriarchal power” in
society.
On the other hand, Carol Thomas Neely notes that the female
characters in this play possess the power to “cure” male depression,
and function as agents to aid in the resolution of political crisis in
Sicilia, leading the play towards a happy ending (196). The women are
represented as having great inﬂuence over the male characters, high-
lighting their potential to change society and thus transform social
assumptions about women in general at that time.
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In sixteenth and seventeenth century England, women were usual-
ly considered to belong only within the limited, private area of the
family, as contemporary conduct books show (Aughterson 82). In
contrast to this general assumption, however, the women in this play
exercise their power through words and actions, making their presence
felt at court and in public, which were otherwise regarded as male
territory. Court life could not be divided strictly between the political
and private arenas, since it was partly the living space of the royal
family. Due to this duality of function, therefore, female political
involvement in politics became possible in this context.
This essay will consider the signiﬁcance of the actions and speec-
hes of the three female characters in the play, Hermione, Paulina and
Perdita, exploring their engagement with the politics of their country.
Whether intentionally or unintentionally, they all come to exert a
signiﬁcant inﬂuence over otherwise male political activities.
I
The ﬁrst section of this paper shall examine Hermione, the queen
of Sicilia, focusing primarily on her use of sexuality in her relationship
with her husband, King Leontes. As Sean McEvoy notes with regard
to the sixteenth and seventeenth centuries, “Though men were certain-
ly dominant in this society, female sexuality was a powerful threat”
(247). Leontes’ anxiety about his male identity is exacerbated by
Hermione’s sexuality, which is uncontrollable. When he suspects
Hermione of inﬁdelity with Polixenes, Leontes loses his conﬁdence as
a husband, a father and a man, while this also leads to conﬂict with his
best friend, the king Bohemia. As a result, Sicilia breaks o# the
diplomatic relations with Bohemia. Hermione’s sexuality is thus
represented as a serious threat to patriarchal society and the male
characters in the play.
At the beginning of the play, Hermione is portrayed as a lively and
witty woman and her sexuality is emphasized. She appears on the stage
in the ninth month of her pregnancy. In Shakespeare’s plays, Hermi-
one is the only pregnant female character except for Thaisa in Pericles
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(1607). As baby Marina is born in the boat during the storm, the
female pregnancy in Pericles seems to represent the uncontrollability of
female sexuality due to this unusual delivery of a baby. At the same
time, Hermione’s gravidity suggests the possibility that women could
transcend male power over them. On the other hand, as Peter
Erickson notes, her pregnancy “is very visible and in and of itself acts
as a provocation to male insecurity” (148).
Hermione’s overt sexuality can also be seen in her eloquent
speeches and behavior. When she succeeds in persuading Polixenes to
extend his stay in Sicilia in response to Leontes’ request, she jokingly
compares herself to “tame things” (1.2. 91) and begs of Leontes the
“wages” (93) for her achievement:
. . . cram’s with praise, and make’s
As fat as tame things. One good deed dying tongueless
Slaughters a thousand waiting upon that.
Our praises are our wages. You may ride’s
With one soft kiss a thousand furlongs ere
With spur we heat an acre. (1.2. 905)
Such expressions as “As fat as tame things” (91) or “ride’s with one
soft kiss” (934) carry clear sexual connotations. Even if she is not
conscious of such implications, her words emphasize her sexuality to
other characters, as well as to the audience. Such expressions also
serve to provoke Leontes’ sense of “insecurity” (Erickson 148). With
regard to female sexuality and the male sense of security, Valerie
Traub points out that female stillness is essential for the illusion of
male control to work, and, thus, such “erotic mobility” is potentially
threatening (28). Hermione, who does not remain still but actively
displays eloquence in combination with exhibiting overt sexuality,
transcends the proscribed limitations imposed upon female gender at
that time.
However, it is noteworthy that Hermione succeeds in persuading
Polixenes primarily through her rhetorical ability, which is regarded as
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the preserve of men in the patriarchal value system inherent in the
play’s discourse. Her eloquent speech alters Polixenes’ decision to leave
Sicilia on the next day. What is more, through this achievement she
conﬁrms her own sense of self as the queen of Sicilia and Leontes’ wife
by acting as a “helpmeet” (Genesis 2: 1822) to her king and husband.
Hermione says that she becomes “Not your gaoler, then, /But your
kind hostess” (1.2. 589) to Polixenes, showing great conﬁdence in her
position.
Despite this intent, however, Hermione provokes Leontes’ rage by
her actions. When Hermione succeeds in persuading Polixenes to stay,
her husband feels shocked. Certainly, as Leontes himself urges Hermi-
one to speak at the beginning of the scene (1.2. 27), he seems to hope
for her success at ﬁrst. However, when he learns that she has
succeeded where he failed, he suddenly seems to feel fear about
whether he can control his wife; she has acted with her own idea and
will, accomplishing what even Leontes himself could not. He is afraid
that her ability will become a serious threat, which shakes his con-
ﬁdence not only as a man but also as the leader of his country.
Immediately after Leontes learns of Hermione’s success, he says,
“At my request he would not” (1.2. 87, emphasis mine) and starts to
suspect Hermione of an illicit relationship with Polixenes. As Jennifer
Richards notes, the anger of the king stems in part from his reaction to
“social, as well as sexual, transgression” (756). Juliet Dusinberre
points out that: “To call a woman a whore, as Othello calls Desde-
mona, or Leontes Hermione, not only casts aspersions on her morals,
but takes away her position in society” (52). Calling Hermione “a
hobby-horse” (1.2. 273) or “an adultress” (2.1. 78), Leontes seems to
try to restore his sense of identity as a man by stripping his wife of her
high social rank.
It is, perhaps, understandable that Leontes, who is unstable and
does not have conﬁdence either in his gender or his social rank, begins
to resent his wife’s sexuality. As McEvoy states, “Both the mouth and
the vagina are focal points of male insecurity about women, and are
associated one with the other in the patriarchal discourse of the
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period” (247). Thus, as McEvoy argues, “Unruliness in both must be
checked: unruliness in one can lead to unruliness in both” (247).
Therefore, in Act 2 Scene 1, although Hermione is nine months
pregnant, she is denounced as unfaithful by Leontes in front of her son,
Mamillius, and other courtiers, and imprisoned. Then, after her
delivery of Perdita in prison, she is brought to public trial.
Yet, in spite of such ordeals, Hermione continues to express
herself in powerful language with a ﬁrm sense of self, declaring that she
will not weep for her misfortune (2.1. 10714). In the public trial scene
in Act 3 Scene 2, Hermione still refuses to yield to the unreasonable
power of authority and insists on her innocence. In this scene, she
speaks eighty-eight lines to justify her innocence. The amount of lines
that Shakespeare gives her in this scene is signiﬁcantly than that given
to Leontes, who only receives twenty-six lines. The length of her
speech suggests the power of her rhetoric. She is not just an obedient
woman to her husband but a woman who is deeply conscious of her
sense of self and can express her views in the public sphere, transcend-
ing the political unrest of the times and arguing with logic and verve
(Bergeron 162).
However, it is to be noted that even Hermione deﬁnes herself
within the norms of female gender in the value system in the patriar-
chal context. Recognizing her sense of self through her relationship
with the men around her, she asserts her sense of identity as a king’s
wife, as a royal daughter and as the mother of a royal son:
For behold me,
A fellow of the royal bed, which owe
A moiety of the throne, a great king’s daughter,
The mother to a hopeful prince, here standing
To prate and talk for life and honour fore
Who please to come and hear. (3.2. 3540)
The trial scene presents Leontes as an incompetent monarch who
emotionally blames his wife, not following either the advice of his
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servants or the fragment of the oracle of Apollo. As has been noted,
Leontes’ tyranny reveals the distortion of the traditional patriarchal
sense of order. In contrast, Hermione’s digniﬁed attitude and words
overwhelm Leontes, showing the potential power of women to exceed
the limitations imposed by patriarchy. Eventually, however, even
Hermione can do nothing but yield to the power of Leontes. She is
unable to change the fundamental nature of the patriarchal discourse
in her society.
Right after she hears the news that Mamillius has passed away
from anxiety due to his mother’s su#ering, she faints and does not
appear on the stage until the last scene. Paulina informs all the
characters on the stage of her death, and she is assumed to be dead
until the end of the play. In Pandosto (1588), which is regarded as the
main source for this play, Queen Bellaria actually dies from sorrow at
the death of her son (Pandosto 165). Yet, Hermione is kept alive in
Paulina’s “chapel” (5.3 86) for sixteen years, and the secret is not
revealed even to the audience until the very end. When she appears on
the stage again in Act 5 Scene 3, she is transformed into a statue which
does not speak until she addresses her daughter, Perdita. In this
context, she neither displays her eloquence nor exercises her vitality, as
she did in the earlier part of the play. In consequence, Hermione
reenters the boundaries of female gender within patriarchal society.
Thus, the play ends with “the “monumentalizing” of woman,” as Abbe
Blum has aptly termed the phenomenon (Traub 28).
II
The second section of this discussion focuses on Paulina, Queen
Hermione’s maid of honour, a character who does not appear in
Pandosto. In the case of Paulina, although her behavior toward the
king seems rude and even shows what could be construed as disloyalty,
she ﬁnally earns his trust. She is conspicuous for her aggressiveness,
although none of the three main female characters in the play accept
patriarchal power obediently. As noted above, in sixteenth- and
seventeenth-century England, the public ﬁeld of politics was regarded
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as a male domain. Women were supposed to belong only to the private
area of the family. However, Paulina, like Hermione and Perdita later,
whether intentionally or unintentionally, makes her presence felt in the
public sphere through her words, involving herself in the political ﬁeld.
She has the second largest number of lines of all characters in this play,
and the rhetorical force of her speeches surpasses that of the male
characters. One can argue that she embodies the signiﬁcance and
potential of women pursuing their own ends in the public arena.
Shakespeare’s presentation of Paulina allows the audience to under-
stand that the play presents the power of female will and words, as
something that even a patriarchal social structure cannot easily con-
trol. This section examines how her actions a#ect the male-dominated
political activities in the play.
Paulina is an unusual character in the play in that she is candid
towards Leontes. She is the only person who argues against him for
the sake of her mistress, advising him instead to correct his mis-
understandings about his wife. Lisa Hopkins also notes that “even
though the lords cannot believe in Hermione’s guilt, they do not openly
defy the king; it is only Paulina who will do that” (165). While
Camillo, one of the Lords of Sicilia, also tries to correct Leontes’
misunderstanding about Hermione (1.2. 2935), even he ﬁnally pre-
tends to follow Leontes’ command to kill Polixenes and decides to
leave Sicilia with the latter.
In the case of Antigonus, Paulina’s husband, and the other Lords,
they also believe in Hermione’s innocence, but they cannot criticize the
king for his misjudgment of the queen. Antigonus places the blame for
Leontes’ misunderstanding on someone else and says: “You are
abused, and by some putter on/ That will be damned for’t”(2.1. 141
42). According to Curtis Perry, in “the traditional formula, counsel
was necessary to compensate for the inevitable ﬂaws of the monarch”
(Perry 91), but the male subjects in this play do not perform this
function.
In comparing the reign of James I to that of Elizabeth I, Perry
notes that the Jacobean crisis of counsel led to its de-emphasizing due
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to the overconﬁdence of the king in his divine right (91). This crisis
seems to be represented satirically in the relationship between Leontes
and his subjects. Just as was the case in the contemporary political
issue, Leontes does not listen to the advice of his servants and says:
Why, what need we
Commune with you of this, but rather follow
Our forceful instigation? Our prerogative
Calls not your counsels, but our natural goodness
Imparts this; which if you, or stupeﬁed
Or seeming so in skill, cannot or will not
Relish a truth, like us, inform yourselves
We need no more of your advice. The matter,
The loss, the gain, the ord’ring on’t, is all
Properly ours. (2.1. 16170)
Stephen Orgel also notes that “the relation between royal authority and
the will of the people” was one of the issues which was “being actively
debated out through the ﬁrst decade of King James I’s reign,” and “the
play [The Winter’s Tale]’s focus on the king is certainly a reﬂection of
the world of contemporary politics” (258).
Thus, it is only Paulina who has the courage to confront the king
directly. She appears on the stage for the ﬁrst time in Act 2 Scene 2,
where she visits Queen Hermione imprisoned after the delivery of her
baby. In this scene, Paulina already regards King Leontes’ behaviour
toward Hermione as insane, thinking that someone has to remonstrate
with the him about his unreasonableness.
These dangerous, unsafe lunes th’ i’ King, beshrew them!
He must be told on’t, and he shall. The o$ce
Becomes a woman best; I’ll take‘t upon me. (2.2. 2931)
Paulina’s idea that a woman should perform the o$ce to give advice to
the king here is signiﬁcant. One of the functions of Paulina as a
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dramatic character seems to be implied in this passage:
In Act 2 Scene 3, while holding the baby, Perdita, born in prison,
Paulina enters the king’s chamber, which is guarded by her husband,
Antigonus, and other male servants. Then she declares to Leontes.
I come
And I beseech you hear me, who professes
Myself your loyal servant, your physician,
Your most obedient counsellor, yet that dares
Less appear so in comforting your evils,
Than such as most seem yours (2.3. 5257, emphasis mine)
This scene symbolically represents the interference of both a woman
and private life into a public arena. As has already been pointed out,
the court was actually both a public, political sphere and a private one
for the royal family at the time, and the di$culty of dividing the two
allows Paulina her liberties.
Paulina’s entry into the king’s chamber reminds the audience of
the contemporary issues concerning the king’s Bedchamber, which
aroused much controversy in the Jacobean court. In the early years of
the Jacobean era, James’s imported Scottish attendants isolated the
king from his English subjects by monopolizing service positions in the
king’s newly formed Bedchamber (Perry 89). This caused the English
courtiers political anxiety with regard to both the king and his Scottish
entourage. When such a political background is considered, the
signiﬁcance of Paulina’s forcible entry into Leontes’ chamber can be
taken much more seriously. In this play, Paulina breaks the seal of
king’s chamber and exposes the dysfunction at the heart of the coun-
try. She criticizes the male subjects for their incapacity as counselors
to the king and says: “I say ‘Good Queen’,/ And would by combat
make her good, so were I /A man, the worst about you” (2.3. 5961).
Certainly, it can be argued that, because Paulina is a female
subject, she can raise objection to Leontes without a risk of severe
punishment. Because women do not hold any overt power at the court,
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Paulina cannot be construed as a serious threat. Even if her objections
may be considered rude, her attitude and words do not threaten the
king’s position or his honour. Therefore, when she criticizes Leontes’
tyranny in Act 2 Scene 3, the king denounces her not as a rebel but “A
mankind witch” (2.3. 67), and he attributes her rudeness to the
mismanagement of her husband, Antigonus (2.3. 4144, 46).
Even so, her attitudes toward the king deviate from the ideal of
womanhood prevalent in Shakespeare’s time. Paulina, who is neither
obedient nor silent, describes Leontes’ jealousy as his “weak-hinged
fancy, something savours /Of tyranny” (2.3. 11819) in the public
sphere. While she is called “A mankind witch!” (2.3. 67) by Leontes,
she is represented as a “shrew,” or a woman who was assumed to
disturb the social order through her words in sixteenth- and seventeen-
th-century England (OED). What is interesting is that, at the court of
King Leontes, the only person who can see the truth and has courage
enough to accuse the king for tyranny is a woman treated as a shrew,
ﬁghting for justice against the established order of patriarchal society
of Sicilia.
The violence of Paulina’s anger increases in Act 3 Scene 2, during
the public trial, when Hermione is assumed to be dead from sorrow at
the death of Mamillius. Unable to watch his mother’s su#ering,
Mamillius dies, as the oracle of Apollo prophesies: “. . . the King shall
live without an heir if that [baby] which is lost be not found” (3.2. 132
33). However, after Leontes shows clear signs of repentance after the
death of his son, Paulina is recognized publicly as an honest subject of
the king. He says: “Thou didst speak but well / When most the truth,
which I receive much better / Than to be pitied of thee” (3.2. 22931).
Leontes’ words here show the acceptance of Paulina as a woman of
integrity, with her own free will. It is unusual in Shakespeare’s plays
that a female character, represented as an obvious shrew, is regarded as
valued member within the patriarchal social structure.
When Paulina reappears on the stage in Act 5 Scene 1, she has
already established her position as a counselor who has won the
conﬁdence of the king in the public arena of the court. In this scene,
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many male subjects, who worry about the unstable condition of their
country without an heir, recommend remarriage to the king. Only
Paulina, who knows that Queen Hermione is actually alive, opposes
this idea. Even though her inﬂuence is limited to the marriage of the
king, it has a strong relationship to the essential political issue of
succession. Neely also argues that the role of Paulina, “shifts from that
of comic shrew to wise counselor as she engineers the penance that will
transform Leontes’ tragic action to a comic conclusion” (199). King
Leontes comes to have complete trust in Paulina concerning his
remarriage and declares that he will not marry again without her
permission (5.1. 812). Paulina provides a “cure” to King Leontes,
supporting him in both private and public spheres.
In the last scene, Paulina engineers what seems to be a miraculous
ending to this play. She presides over the Statue Scene in which Queen
Hermione is revived after an interval of sixteen years. In this scene,
Leontes is reunited with Hermione and Perdita, and achieves reconci-
liation with Polixenes, the king of Bohemia. It is signiﬁcant, however,
that, even though Paulina is accepted in the public sphere as a faithful
counselor to the king, she still keeps her image as a shrew or a witch.
When she tries to “revive” Queen Hermione from the statue, she
recognizes the risk that her actions may be connected with “wicked
powers” (5.3. 91).
The ﬁnal part of Paulina’s speech in this scene thus indicates that
a woman described as a “shrew” or a “scold” could be associated with
witchcraft. Yet King Leontes, who witnesses the revival of Hermione
from the statue, says “If this be magic, let it be an art / Lawful as
eating” (5.3. 11011) in this play. He tries to validate Paulina’s
seemingly miraculous actions as “lawful art.” Thus, Paulina becomes
a New Woman whose unusual actions come to be accepted by the king.
This development of the story seems to underscore a potential way for
women to become further engaged in the public arena of politics.
III
The ﬁnal section of this discussion considers Perdita, Hermione’s
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daughter. She is abandoned on the coast of Bohemia by Antigonus,
who is reluctantly following the orders of King Leontes. Subsequently,
while Antigonus is eaten by the bear, she is saved by a shepherd and
spends her childhood as his daughter. When she appears on stage in
Act 4 Scene 4, she is already sixteen years old and in love with Florizel,
Prince of Bohemia. The setting of the play changes from dark Sicilia
in winter to pastoral Bohemia in spring.
In several respects, Perdita reminds the audience of her mother,
Hermione. For example, in Act 4 Scene 4, she presides over the sheep
shearing, acting as a “mistress” (4.4. 68) to take part of the “hostess-
ship” (4.4. 69). Her role in this activity corresponds with Hermione’s
assigned role at court. Yet, unlike Hermione, Perdita’s hostess-ship is
willingly accepted by her adoptive family because of her supposed
lower class status that has no power to a#ect politics of the county. On
the other hand, when Perdita talks about “Proserpina” (4.4. 116),
some audience might remember the Roman myth about the daughter
of Ceres, who was abducted by Pluto, the god of the underworld, and
obliged to spend six months of the year in the underworld with him.
The reference to Proserpina implies Perdita and Hermione’s painful
situation to be separated from each other. The unsettled atmosphere
covering the former part of the play is still felt even in the pastoral
Bohemia.
Thus, the abuse of supreme power is also apparent in this scene.
King Polixenes’ despotic attitude toward his son and his lover, Perdita,
is similar to the one formerly shown by Leontes to Hermione. Howev-
er, Perdita shows her desire to pursue her beliefs, just like her mother.
After Polixenes leaves the shepherd’s house in anger over the relation-
ship between Perdita and his son and heir, Florizel, she says:
I was not much afeared, for once or twice
I was about to speak and tell him plainly
The selfsame sun that shines upon his court
Hides not his visage from our cottage, but
Looks on alike. (4.4. 42226)
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Her desire not to yield to authority is underlined by her rhetorical skills
like those of Hermione. Constance Jordan points out Perdita’s role as
equalizer in a “moral, political, social, and epistemological” sense,
noting further that this gives “weight to her conviction that shepherd
and king can be considered equals in the eye of heaven” (137). Even
if Perdita has fewer lines than the other two signiﬁcant female charac-
ters in this play, she also shows the use of female willpower to insist on
the right to o#er an opinion to the public. Perdita’s survival and her
resemblance to her mother imply that this play represents female will
power positively and the possibility of women displaying their will
through public speeches. Even if Hermione herself is monumentalized
in the last scene, her potential to have an inﬂuence on the male
characters is inherited by her daughter.
IV
In the latter part of The Winter’s Tale, there are numerous images
of revival and reunion. To explain the meaning of such images in this
play, it is necessary to consider the historical and cultural background.
The Winter’s Tale is thought to have been written in 1611. There is
also a record of the play being performed for the wedding ceremonies
of Princess Elizabeth and the Elector Palatinate of Bohemia in Febru-
ary and March of 1612 (Gurr 389). Frances A. Yates compares
Shakespeare’s late works with the political state in England around
1610, when these plays were ﬁrst written and performed in London.
Focusing on the political signiﬁcance of the marriage between Princess
Elizabeth and the Elector Palatinate, Yates discusses Shakespeare’s
late plays in the context of the Elizabethan revival in the Jacobean era
(59). Yates considers that these romance plays represent nostalgia for
the reign of Queen Elizabeth I, which had ended a decade before. It is
often suggested that the people in this period expected a revival of the
glories of the reign of Queen Elizabeth I through the marriage of
Princess Elizabeth, King James’s daughter. She married the Elector
Palatinate Frederick, the leader of the association of Protestant princes
in the Holy Roman Empire in Europe. It seems possible that such
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expectations are also reﬂected in this play, especially in the scene where
Queen Hermione is revived from the statue.
In the play, Paulina conceals the queen in her chapel for sixteen
years, but the secret is revealed neither to the other characters or the
audiences until the very last scene. The unexpected revival of the
queen happens at the climax of the play for maximum dramatic e#ect.
Drawing on the fact that the queen suddenly reappears from the statue,
David M. Bergeron suggests that Shakespeare added this scene before
the play was performed for Princess Elizabeth’s wedding ceremonies
(160).
There is no deﬁnitive evidence, however, that the playwright
really added the queen’s revival scene for the marriage festivities.
What is more, there remains the question of exactly what kind of
inﬂuence the events in the reign of King James I actually had on the
romance plays. Shakespeare’s company had, after all, ﬂourished as the
King’s Men since 1603. Nevertheless, it is important to consider the
idea that the dramatic representations within the play reﬂect the
nostalgic feeling of Shakespeare’s original audiences, who remembered
the past glory of Queen Elizabeth I. Moreover, it may be argued that
the play indicates the hopes of the public for the future Protestantism
of England on the occasion of the marriage of Princess Elizabeth to
Frederick. Queen Hermione revives from the statue miraculously,
reunited with Leontes in a new state of Sicilia after sixteen years, while
Princess Perdita marries Prince of Bohemia, Florizel, bringing change
in the state of Sicilia. Thus the play seems to place the new hope in
these two women.
In the last scene, Hermione becomes virtually silent after her
revival, while Paulina is married o# to Camillo by Leontes in the same
scene. In view of these developments of the plot, it could be argued
that female power in this play is portrayed within the limitation of
patriarchal value system in society of the play. Nevertheless, neither
the silence of Hermione or Paulina’s acceptance of marriage with
Camillo in the ﬁnal scene necessarily endorses the controlling power of
men over women. Silence can also be understood as a form of opposi-
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tion.
One great characteristic of this play is that the women who are
expected only to belong to the private arena of the family intervene in
a public arena, which men are supposed to dominate. The representa-
tion of women in this play emphasizes the power of female will and
words, which indicates that the autonomy of women cannot be easily
controlled by traditional patriarchal hegemonic discourse. This play
shows the potential of women to transcend the limitations of such a
society. These characteristics have been explicated in this essay mainly
through the courageous action of Hermione and Paulina against King
Leontes’ cruel treatment of his queen.
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